





















The Logic of  Transformation in Okusama wa 18-sai:
A Study of a Form of  Television Drama
by Keisho KIHARA
Okusama Wa 18 sai is a comedy drama which revolves around the 
secret married life of a high-school student （Yuki Okazaki） and a teacher 
（Tetsuo Ishidate）. Okazaki, one of the first aidoru （pop idols） in Japan, 
became so popular that the program was serialized as Nantatte 18-sai! 
（1971－72） and mama wa raibaru （1972－73）.
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This article analyzes how the characters in Okusama wa 18-
sai transform the narrative. In particular, Okazaki’s excessive acting 
increasingly reconstructed the narrative such that the content of the 
program changed from the representation of their happy married life 
to sheer slapstick comedy. Mamoru Sasaki, the main writer of Okusama 
Wa 18, was one of the most prolific television drama writers of the 
1970s. While he is sometimes regarded as the founder of datsu dorama 
（deconstructive drama or de-drama）, he popularized not only datsu 
dorama like Onimotsu Konimotsu （1970－71） but also many “normal” 
television dramas such as Okusama Wa 18 sai （1970－71） and Akai 
Unmei （1976）. In Okusawa wa 18-sai, Sasaki did not intend to show his 
auteurism as much as to record the persons on the television screen and 
to transform the drama to a “simple documentary.” This is what Sasaki 
considers television programs to be, regardless of genre.  
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The Birth of a Model:
A Lie and Self-Consciousness in Letter from an Unknown Woman
by Kenta TAMADA
This paper demonstrates the function of the gaze, or what it means 
to be looked at or to show oneself to others in Letter from an Unknown 
Woman （Max Ophuls, 1948）. It is a story about Lisa, a young woman 
who is in love with a man named Stefan. He never recognizes her, and 
the film is narrated in flashback via her letter to him. Although this is one 
of the most discussed films in film studies, there are few studies which 
demonstrate the significance of the lie told by the heroine in the scene 
at Linz. As she begins her lie, I locate her moment of realization of the 
gap between her desire and how people see it. Furthermore, I clarify the 
relationship of her realization and her work as a dress model to indicate 
the fact that she tries to control how people see her and to make the 
man she loves recognize her without words. In these terms, I consider 
other problems which have been discussed frequently. Initially, I consider 
the famous pair shots of the stairway to clarify the presence of Lisa’s 
perspective within the frames which reflect her past through the writing 
of the letter. Finally, I consider the meaning of the last scene to clarify 

























A look Beyond the Screen:
André Bazin’s Study of Orson Welles
by Keiya KAWASAKI
This paper shows what French film critic André Bazin evaluated 
most in Orson Welles’s works. Welles was one of Bazin’s most important 
directors. Bazin saw the evolution of the language of cinema in Welles’s 
works, such as Citizen Kane （1941） and The Magnif icent Ambersons 
（1942）, although his studies of Welles’s films （and other articles） were 
treated as naïve realism for many years. Recently, however, Bazin’s articles 
have begun to be re-evaluated by some film scholars. They try to reveal 
the complexities in Bazin’s theory from various angles. “Absence” is one 
of the angles he used to elucidate his ideas about cinema. Absent images 
were very important for Bazin because they imply “reality” outside the 
screen. In this paper, I also discuss how these “absent” or “invisible” 
images play key roles in his study of Welles’s works. In his book about 
Welles, Bazin discusses how absent images, such as a character’s 
suppressed feelings or a space behind a door, work to establish a tension 
on the screen. At the end of this paper, however, I criticize Bazin’s stance 
toward realism and argue that instead of seeking “reality”, we should 
study how Welles “constructed” cinematic spaces as “representations” 
and the relationship between such representations and cinema.  
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An essay on Kyoto Kiroku Eiga wo Miru Kai
by Yoh SATOH
Kyoto Kiroku Eiga wo Miru Kai was a film society that was active 
from 1955 through 1962. It presented audiences with a variety of films 
such as documentaries, experimental films, and animated films and 
contemporary dramas and music.
The organization had historical precedents: the Kyoto Engeki-
Club and the Kyoto-Katei-Shohi-Kumiai. The latter created a cooperative 
type of film society that is different from the enlightenment type of film 
society. For the cooperative type society, it was important to liberate 
one’s senses that had previously been standardized. This characteristic of 
the cooperative type society formed an important foundation of Kyoto 
Kiroku Eiga wo Miru Kai. 
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Ballet “Marimo” in the Context of
the National Ballet in the Soviet Era
by Keiko SAITO
Ballet “Marimo” （Kan Ishii） premiered at the Tokyo Bunka 
Kaikan on the 7th, 8th, and 9th of June, 1962. The ballet, consisting of 
three-acts and seven fields and based on the arranged legend about 
the Ainu, was created by guest teachers from the Soviet Union. These 
teachers were working under a two years contract at the Tchaikovsky 
Memorial Tokyo ballet school. The Japanese teachers of the school 
wanted to perform classical works, but one of the Soviet teachers, 
Varlamov A.A., persisted in creating a “Japanese Ballet”. Until now, 
ballet “Marimo” has been discussed within the framework of evaluating 
Japanese ballet. This reporter attempts to clarify the ballet master’s 
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V. Meyerhold’s production of  the 
“The Magnificent Cuckold” as a Holy Act
by Elena IBRAGIMOVA
V. Meyerhold’s 1922 production of Fernand Crommelynck’s 
“The Magnificent Cuckold” occurred in the context of the “Great Art 
Revolution” in Russia. Until recently, the common perception was that 
Constructivist-style stage sets, the actor’s biomechanical movements, and 
the presence of the“stage workers”as a visual for the spectators in this 
production were only the representation of the rapid industrialization and 
social rising of the working class in Russia. 
In this production Meyerhold himself was one of the “stage 
workers”, whose main responsibilities included controlling the rhythm of 
the performance. Since Meyerhold began his career as a director as well 
as an actor, he believed that rhythm greatly influenced spectators, and 
that the presence of the rhythm, which is the fundamental element in 
ancient rituals, can turn the performance into a holy act.
 Through understanding the origin of the “stage workers” in the 
production of “The Magnificent Cuckold”, we can suppose, that it also 

























Charles Dullin and the Mask:
Beyond the Cultural Frontier between Asia and Europe
by Tomoko UCHIDA
Charles Dullin （1885－1949）, frequently communicated with 
Japanese actors and was therefore inspired by the traditional Japanese 
theatre, especially by the usage of the mask. His basic idea for the mask 
was found in the representation of Antigone in 1922, modernized by 
Jean Cocteau. He tried to treat it not by returning to the ancient usage 
in the European classics, but in the new way of actual representation. 
His practice was very special because the mask was no longer used in 
twentieth century Europe. It is interesting to see that Dullin’s usage had a 
commonality with the Japanese traditional idea of a mask even before the 
acceptance of Japanese actors into the Atelier. It might be significant for 
us to see his idea of the mask to understand the twilight of the cultural 
exchange between France and Japan, after the initiation of that kind of 



























The Source of “the world” in Michael Frayn’s Early Plays
by Nahoko TAMURA
The plays Copenhagen （1998）, Democracy （2003）, and Afterlife 
（2008）, contain repetition of the phrase “the world”. On a superficial 
level, it might seem natural for the characters to say “the world” 
frequently because the background in all three plays is World War II or 
the time of the division of Germany, a result of the War. 
Frayn, however, mentioned his philosophical theme of epistemology 
or determinism in his early plays. Furthermore, if we examine his 
philosophical books, Constructions （1974） and The Human Touch （2006）, 
it is possible that “the world” in his plays has a more particular implication 
than just geographical or historical meanings. His early plays have some 
philosophical questions involving the particular definition of the world 
or what the world looks like. These phrases could be beginning of the 
themes in the respective plays: “the darkness inside the human soul” in 
Copenhagen and the complexity of human beings in Democracy.
In this paper, I focus on how his characters mention “the world” 
in Alphabetical Order （1975）, Clouds （1977）, and Balmoral （1978） in 
comparison with his early philosophical book, Constructions, and explore 






















Repetition of  Death or Life in Samuel Beckett’s Rockaby
by Kenta YAMAZAKI
This essay on Samuel Beckett’s Rockaby focuses on the role of the 
“mother,” who appears first in the 4th stanza of this poetic piece. The 
narration seems to be about a woman, but the appearance of the “mother” 
increases its complexity. It ultimately seems to be the story of a woman 
and her mother at the same time. This layered composition enables the 
last scene of this piece to represent the death of the mother and the 
simultaneous repetition of her death （by her daughter）. It also represents 
the repetition of the mother’s life by the daughter. Death is not the end. 
Similar lives will be repeated or taken over by someone else. The dimeter 
form of verse is used in this play to represent the theme of repetition. In 
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Arousal of the Reader’s Activity by “Enigma”:
An Analytic Essay of the Tendencies of  Postdramatic Plays
by Tomoko SEKI
This paper focuses on theatre texts, which are different from 
traditional forms of drama to the extent that they are not even called 
“drama” anymore. It also clarifies attempts to interpret the texts through 
analyzing their so-called postdramatic tendencies.
First, I examine the concepts of Peter Szondi’s “drama” and 
“crisis,” which are important for the discussion of contemporary plays, 
and Hans-Thies Lehmann’s “postdramatic theater,” which is the context 
of the emergence of the texts. I also discuss the transition of attitude 
toward texts in contemporary theater to consider the problem of the 
dramaticality of these texts.
Second, I analyze the tendency of the texts from the viewpoints of 
“fragmentation,” “multi-layering” and “ambiguity.” 
Furthermore, this postdramatic tendency was considered to be 
a liberation from the embodiment and the obstacle of illusion. This 
tendency emphasizes that what the texts offer the reader is the word 
itself, as well as the reflection of their performance of reading. 
Considering the aforementioned circumstances, this paper discusses 


























The Presence of Physicality Indicated through
Skew Lines of the Narrative and the Form :
The Analysis of Fade Out-Fade In
by Sahoko TSUJI
This article will analyze the musical comedy Fade Out-Fade In 
(1964) to examine the significance of representing a backstage musical in 
a theatrical form. The show has been considered “a star-driven musical 
comedy” and “a satire musical films of the 1930s,” but it has never been 
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studied from an academic viewpoint. Nevertheless, considering the 
librettists Betty Comden and Adolph Green’s style, a self-reflexivity 
toward a form or medium, we can find the show’s uniqueness as a 
backstage musical in a theatrical form. Therefore, this article will clarify 
the key aspects of the show and discuss its formal characteristics with 
a connection to its narrative content. I intend to show how the show 
expresses and affirms a physical presence or performativity as a theatrical 
feature through describing the world of films. In conclusion, this article 
re-evaluates  Fade Out-Fade In.  
Keywords:
１．Betty Comden and Adolph Green　
２．Relationships between image and substance　


















The Dramatists and Dramaturgy of Dream of the Red Chamber 
『紅楼夢』 in the Qing dynasty
by Kimiya SHIBUI
After the print publication of Dream of the Red Chamber 『紅楼
夢』 of the ChenJiaBen程甲本 in 1791, many dramas based on it began 
to appear. The dramatists of the Qing dynasty who wrote Dream of the 
Red Chamber, for example, Shi Yunyu石韞玉 , and Yang Enshou楊恩
寿 , were active in the literary world of the time. In this report, I first 
document a characteristic feature of Dream of the Red Chamber’s drama 
writer group through their associations and the drama activities of the 
individual dramatists. Then, through reviewing the works of the “Dream 
of the Red Chamber” dramatists, I consider the influence that the drama 
world in the Qing dynasty had on the dramaturgy of Dream of the Red 
Chamber. Finally, I examine a characteristic feature of the dramatic works 
of “Dream of the Red Chamber”.  
Keywords:




















Dokuso in 1917 Japanese Cinema: 
Popularity of Rensa-geki and 
the Nikkatsu Mukojima Film Studio
by Norie TANIGUCHI
The novel Dokuso （poisonous plant） by Kikuchi Yuho was 
serialized in newspapers and adapted into various types of performance; 
film, theater, and rensa-geki （chain-drama, a drama that mixes theater 
and film on stage）―all of  which opened on the same day. The films 
and theater presentations were produced by the Nikkatsu Mukojima 
Film Studio, Tenkatsu, and Kobayashi Shokai, the three major film 
studios at the time in Japan, and by other theatrical corporations. It was 
not uncommon for both film and theater dramas to open at the same 
time; however, it was remarkable that Dokuso was used not only in film 
and shinpa （new school theater） but also in rensageki, kugeki （classical 
drama）, and even in comedy plays in the same period. 
This paper examines the characteristic feature of the Nikkatsu 
Mukojima Film Studio through their production of Dokuso, focusing on 
the circumstances of each theater opening, which exactly represented the 
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distinguishing characteristics of each studio. This paper also ascertains 
how the popularity of chain-drama and the participation of Inoue Masao 
encouraged the development of Japanese theater and cinema. It was true 
that after this period, Japanese cinema changed drastically, adopting 
a production style influenced by American cinema. The Nikkatsu 
Mukojima Film Studio also developed a unique cinema style, retaining 
its individual characteristics.  
Keywords:
１．Japanese cinema　２．Nikkatsu Mukojima Film Studio　３．Rensa-geki
４．Kobayashi Shokai　５．Dokuso
